Nuremberg sometime between 1480 and 1485, first earned distinction as an artist in Diirer's workshop, where he was employed from about 1503 until about 1506 or 1507. Direr thought enough of his abilities to entrust him with the execution of the Ober Sankt Veit Altarpiece in 1505 (Vienna, Diozesan Museum), a commission for which Durer had already made the designs. By 1515 Schaufelein had relocated to Nordlingen, where he established his own workshop, there serving the counts of Oettingen, among others, until his death between 1537 and 1540.
today they are less well known and perhaps less prized than his prints. He was a prolific printmaker and produced prints for books (the Beschlossen Gart, the Speculum Passionis of Ulrich Pinder, contributions to Maximilian's Theuerdank, Weisskunig, and Triumphzug) as well as numerous single-leaf woodcuts. A gifted storyteller, Schaufelein seems to have found a natural outlet for his particular talents in the graphic medium. Clearly, in this regard he owed a debt to Durer.
Those artists who studied with Albrecht Direr in the first decade of the sixteenth century assimilated not only their master's technical vocabulary, but also his versatility in various media. They left a legacy of paintings, prints, and drawings and designs for projects in stained glass, metalwork, and architectural decoration. The artistic range of this group of artists-which, in addition to Schaufelein, included Hans Baldung Grien and Hans Siss von Kulmbach among others-has often been admired and discussed. What has received much less attention in the literature is the question of the interrelationship be-tween these different media, particularly as evidenced by the working methods of given artists. Such evidence is revealed in the underdrawings of paintings, affording an opportunity to study more closely the inception of the work of art and to relate the preliminary stages of a painting to the creative process observable in other works by the same artist.
At the time of the exhibition "Liechtenstein: The Princely Collections," it was possible to study the Visitation by Hans Schaufelein (Figure 1 ),1 and, in particular, to investigate the artist's working procedure through the painting's underdrawing, now made visible by means of infrared reflectography.2 Schaufelein's paintings have not been studied previously in this way, and, as there are very few works by him in 2. Infrared reflectography is a video system responsive to the range of infrared light between 9oo and 2,000 nanometers. It can penetrate most pigments to reveal underdrawings in carbon black in the subsurface layers of the painting. The infrared reflectogram assembly, the visual document of the underdrawing, is recorded photographically from a monitor screen or, through more recent developments, by computer from the digitized infrared signal. The literature on this subject is vast. For a more detailed discussion of the technique and its interpretive value for art-historical research and for the basic bibliography see and the rendering becomes more mechanical as the artist copies himself. This technique of reintroducing the drawing in the uppermost layer is not unusual in early sixteenthcentury German painting. Hans Baldung Grien, among others, used the same method in works such as St. John on Patmos in the Metropolitan Museum's collection.5 The visual effect here is similar to contemporary chiaroscuro woodcuts, where independent line and color blocks were superimposed.6 Aside from its form-defining function, this overdrawing is a deliberate reference to a graphic convention borrowed from printmaking. Its use in paintings may reflect a desire by the artist to appeal to the prevailing aesthetic.
From From the comparisons above it is clear that Schaufelein was quintessentially a printmaker. The quality of his line, the way he structured groupings of lines, the form and function of these lines-all were conceived in terms of graphic conventions. The fact that his talents were primarily those of a printmaker rather than a painter is nowhere more emphatically apparent than in the underdrawing of the Visitation. This preliminary and heretofore invisible stage of the painting can now be seen to constitute the most expressive one, articulated in terms of the language in which Schaufelein communicated best. Future research on other paintings by Schaufelein will surely address some of the issues outlined here and will help to clarify the accomplishment of Schaufelein as a graphic artist as well as a painter. 
